This article offers the first analysis of the role of film as a soft power asset In South Africa. It examines ways in which the policy priorities of the South African government have, until recently, seemed to work against the nation's strategic aim to use film as a tool to leverage soft power in order to gain political influence across Africa, as well as to maximise the economic potential of globalisation. The South African film economy is booming. Cape Town, in particular, has become a key production centre globally. International productions are attracted to the country by the versatility of its locations, its weather and its low cost, high quality, facilities. This has provided great employment opportunities for local production staff. However, it has done very little to support the development of local creative talent. Thus, unlike, for example, Nollywood, which supports the entire 'value chain' of production and which is allowing creative and technical expertise to develop in tandem, the success of the South African production infrastructure is to the detriment of its South African filmmakers. In this article I investigate the extent to which the government's economic imperative to develop the industry is working against its soft power aim to project South African stories both locally and internationally, and with it, the national 'strategic narrative', considered to be one of the country's prime soft power assets. I then go on to suggest that the landscape would currently seem to be changing as a new generation of South African filmmakers are starting to gain ground.
tool of international influence. So much of the recent discussion of soft power, Roselle et al. argue , has moved a long way from Nye's original formulation. For Nye soft power is a descriptive term, used to capture what he identified as a shift in international relations in the 1990s towards the instrumentalisation of 'attraction rather than coercion or payment' (Nye 2004: x) , his analysis focusing on the ways in which questions of 'culture' and 'values' were playing an ever-greater role in foreign policy (Nye 2004: 11) . Roselle et al point to how the term has been taken up by political elites, in particular, far more normatively. Here it is frequently conceptualized as something that governments can themselves proactively manufacture. In the process, the discussion of soft power is increasingly focussed on identifying and exploiting potential soft power 'assets', be it Nollywood in Nigeria, Bollywood in India or China's ability to use its economic might to buy a piece of Hollywood's global influence. However, it is the story behind such 'assets', and the values that the story communicates, that is key to their success or failure: 'Strategic narrative is soft power in the 21st century' (Roselle et. al 2013: 71 , emphasis in original), or as John Arquilla and David Ronfeldt put it, international standing and influence is fundamentally shaped by 'whose story wins' (Arquilla and Ronfeldt 2001: 328) .
And South Africa's story is hard to beat: that of a country which swiftly transformed itself from apartheid pariah into a democratic, outward-looking state that has one of the world's most progressive constitutions, defined by strong institutions which embrace the nation's diversity. It was the first country ever to unilaterally give up its nuclear arsenal and has, since 1994, sought to represent on the global stage not only its own interests but also those of Africa as a whole, a position that was shaped by the foundational post-Apartheid leadership of Nelson Mandela, an unimpeachable moral authority of global significance. This, in turn, led to a period of economic stability and prosperity, culminating in the country's invitation to join the BRICS grouping in 2011 (Ogunnubi and Okeke-Uzodike 2015: 23-4) .
Of course, as can be seen from my opening description, there are other ways of evaluating the post-apartheid development of the country, and how long South Africa can maintain the strength of its current strategic narrative is debatable. Nonetheless, one need only look to the country's latest National Development Plan (NDP) -which sets out the government's goals for 2030 -to see that the soft power potential of this narrative remains central at least to the country's own plans for its international relations (NDP 2012: 241) . Indeed, as the country's economic power falters, the soft power of its strategic narrative, as well as the concomitant set of values this communicates to the world, becomes all the more important. Miller Matola, CEO of 'Brand South Africa' -the national agency tasked with presenting a coherent image of the nation abroad in order to maximize its soft power -speaks for many state representatives: 'we are proud of our history and diversity. [These are] our greatest strengths' (Brand South Africa 2013), a position further underlined in a survey carried out by this organization in 2016, which found the country's story of democratic transition, along with its strong institutions, to be central to the continuing strength of the national 'brand' (Brand South Africa 2016).
Moreover, the role of soft power and nation branding is often not only about generating international influence. Michael Barr, in his analysis of China, notes that here the use of 'soft power is not only limited to international image building. Rather its deployment is as critical at home within the country as it is abroad.' 'Nation branding', in the Chinese case, is inextricably interconnected with 'nation building' (Barr 2011: 81) . A similar dynamic can be found in South Africa. Chapter 15 of the NDP focusses entirely on 'nation building and social cohesion', setting out a strategy for spreading awareness of the values at the centre of 'Brand South Africa' across society, in order to establish 'a united, prosperous, non-racial, non-sexist and democratic South Africa' (NDP 2012: 65) : the 'Rainbow Nation', as propagated by Mandela, which, the NDP hopes, might be 'refracted in each one of us at home, in the community, in the city, and across the land, in an abundance of colour' (NDP 2012: 12) .
Remaining for the moment with the NDP, the cultural and creative industries are considered to be pivotal for the delivery of both the internal and external dimensions of the country's soft-power. At home, arts and culture generally, and film and media in particular, are seen as crucial to the project of nation building, of helping to unite society by embedding the types of values outlined in the NDP in the general population, on the one hand, while also supporting economic growth and national prosperity on the other (NDP 2012: 36) . Abroad, the NDP suggests, the nation's culture needs to be utilized as a tool for 'South Africa to promote its presence and leadership on strategic issues as part of its "soft power" ' (NDP 2012: 241) . For the NDP 'The country's rich cultural legacy and the creativity of its people mean that South Africa can offer unique stories, voices and products to the world' (NDP 2012: Film is also one of the mediums through which we can tell our unique and compelling stories to the world. We have seen on many occasions that the world is hungry to hear the South African story; a story of a people that have overcome adversity and are now working together towards a shared and prosperous future. (Mashatile 2013) This is a policy position that continues with the present incumbent, Nathi Mthethwa, who similarly insisted at the launch of the youth dance film Hear Me Move (Scottnes L. Smith, 2015) upon the power of film to allow, in this case 'the young of South Africa to tell their own stories and write our history'. For Mthethwa, film can act as 'a cultural ambassador who will give South African artistic genres exposure to world audiences.
[It] will put South Africa on a global map and also increase the contribution of the South African film industry to the Gross Domestic Product', the latter being equally as important as the former. The Department of Arts and Culture, she insists, is 'serious about the business of the arts', wishing to 'develop South African films to be globally competitive' (Mthethwa 2015 ).
For the government, then, its support for the film industry has several competing goals. On the one hand, film is seen as an important tool in the country's soft power arsenal, not in the way that other nations, not least some of the BRICS, seek to use film -namely as a cultural product with global reach that can be instrumentalised to increase the nation's attractiveness to the rest of the world (see, or Egoli: Place of Gold (1992 Gold ( -2010 (Hardy 2015) . At the same time, DStv, MultiChoice Africa's digital satellite platform, also carries a whole host of competing messages, be they broadcast via Nollywood on its 'Africa Magic' set of channels, the BBC World Service, Russia Today or China's CCTV. It can hardly be considered solely as a vehicle for the communication of the ANC's version of the South African story (for more detailed discussion see Milton and Fourie 2015) .
Generations
Studies on post-apartheid South African Cinema, specifically, have not explored the relationship of the film industry to soft-power discourses. That said, scholars have paid a good deal of attention to the role of film as part of the nation-building project.
Lindiwe Dovey, for example, her study quotes Lionel Ngakane, 'Father of Black South African Cinema', who argues that the nation 'needs to recognize that at this stage of our history cinema is perhaps the most powerful instrument to foster a stable, democratic and united South Africa through feature films and documentary films about ourselves', noting the extent to which 'contemporary South African filmmakers are playing an important role in narrating the new South African nation into being', for all their heterogeneity (Dovey 2009: 50-2) . Martin Botha and Lucia Saks also draw out the role of film as a tool of nation-building, while simultaneously highlighting the difficultly of this endeavour, given the diversity of potential narratives available to the post-Apartheid nation. Botha, who was a key figure in the development of the 1996 White Paper on film that led to the creation of the National Film and Video Foundation (NFVF), points to the burgeoning diversity of contemporary South African film production, while also lamenting what he sees as the inability of the institution he helped to create to foster and sustain this diversity (Botha 2012: 203; 250) . Saks also points to the difficulties faced by the national film infrastructure in delivering on what she sees as the 'incompatible aims' of the country's film policy. On the one hand, she too notes the government's goal to create a 'national cinema […] which reflects the nation's own culture', while also positing what, in her view, is the impossibility of forming a coherent sense of national cinema at a time when there is such a strong need to protect the polyvocality of the national strategic narrative. On the other, she highlights how this is made more complex still due to the government's aim to build an industry which can 'create jobs at home, generate economic spin-offs in local economics, earn foreign revenue by touting locations and production expertise, generate revenue from co-productions and sales abroad, and encourage tourism' (Saks 2010: 6-7).
And this is made yet more difficult if one considers the role the government sees for film as an agent of international influence. Laks points to the desire, Cape Town has about the same amount of sunshine as LA. It also has a state-of -theart production facility (Cape Town Film Studios). However, most importantly it is around 30-40% cheaper to shoot here than in the US or Europe (Olsberg 2008) . This only dream of'. The studio is thriving, with an impressive roster of productions which, he suggests, provide a great opportunity for the local industry: 'We need to grow and to understand that the world out there is waiting for us. We've got everything now -we've got great crews, good stories, we've got a great studio' (Quoted in Curnow and Kermeliotis 2012) . This would also seem to be confirmed in some of the films that the studio has produced, which appear intent upon communicating the national strategic narrative of democratic transition, such as Invictus, the story of how Mandela worked with the captain of the national rugby union team to help bring the country together during the sport's World Cup finals in 1995, or the story of Mandela's time in prison, Mandela: Long Walk to Freedom (Justin Chadwick 2014). Crucially, however, such stories are the exception rather than the rule. Cape Town Studios is without doubt benefiting the local and national economy. Garreth Bloor, Cape Town's mayoral committee member for tourism, events and economic development, suggests that the studio has generated around R5 Billion over the last 3 years for the city's coffers (Phakathi 2016) . However, if one considers the studio's projected roster of productions, including the US pirate adventure series Black Sails (2014-) and a film adaptation of Stephen King's novel series The Dark Tower (1982-) , there is currently no space for local productions, or for local stories. familiarity with a high-quality foreign offering creates a substantial gap between the actual and desired capabilities of the emerging industry. This gap may create the motivation for learning, but it is hard to close the gap -that is, integrate the weaker local with the stronger foreign capabilities -across all segments of the value chain (Barnard and Tuomi 2008: 665) .
Thus, the industry's huge success in attracting international investment and productions, one of the key aims of the government's film policy, would seem to be actively undermining its other aim of supporting South Africa to tell local stories.
While the success of Cape Town Studios is clearly aiding the wider Cape Town economy, and might well also be having a positive effect on skills development amongst those in technical or ancillary roles in the industry, it would seem to be crowding out those people looking to develop their creative skills.
Soft Power at Home: Authentic Stories and Building an Audience
The difficulty of finding funding to tell 'authentic' South African stories (however 'authenticity' might be defined) is a frequent complaint amongst those working in the local industry. For example, the screenwriter and director Ntshaveni Wa Luruli argues that 'The South African industry is basically a service industry', a state of affairs that has, he feels, inhibited his own development as 'an indigenous filmmaker' (McCluskey 2009: 77) . This has led, such critics suggest, to a dearth of high quality South African stories. Indeed for some, the structural issues around how the industry has evolved underline, or are even exasperated by, a more disturbing form of implicit At the root of this problem, commentators frequently acknowledge, is the issue of audience development. The majority of the population does not go to the cinema and so the cinema audience for domestic South African films telling South African stories is limited. A report commissioned by the NFVF in 2015 found that, while there was a large appetite for South African content amongst the population as a whole, very few people would consider watching such films in a cinema. If they did watch films, wherever the films were from they tended to be on (frequently pirated) DVDs or on free-to-air television. Part of this is due to the lack of a tradition of going to cinemas in rural areas or in townships, a legacy of the apartheid era. Visiting cinemas is largely an urban activity and is considered to be out of the price range of the majority of the population (NFVF 2015: 20-39) .
It is interesting to note in this regard that a far greater proportion of the Afrikaner community go to the cinema than other communities, an audience that is, in fact, supporting an overall growth in the cinema sector. South Africa's box office hit a record high in 2015 of R1.2 billion, up 36% on the previous year. Only 6% of this came from local films, however, and the only one of these films to make it into the top 25 films was the comedian Leon Schuster's latest 'Candid Camera' movie Shucks! Pay Back The Money (2015) (Odek 2016) . That said, the market for local productions does seem to be on the rise, predominantly, given the audience, for Afrikaans film. The NFVF box-office report for the first half of 2016 saw ticket sales for local films grow by 55% to R43.9 million compared to the same period in 2015 (R28.2 million). This was primarily due to the success of Vir Altyd (Jaco Smit, 2016) an Afrikaans romantic adventure. Afrikaans films are invariably the most popular local films with cinema audiences, accounting for 77% of releases in 2016 (NFVF 2016: 6-8).
Given the asymmetrical growth of the South African cinema market, the increasing success (however limited) for South African films at home would not seem to be supporting the culture of national inclusivity and cohesion that the government's film policy ostensibly wishes to develop. This is why the NFVF's audience analysis puts such an emphasis in its recommendations on audience development and film education: Movie Nights', a mobile cinema unit which seeks to bring cinema to the townships, building an audience for South African stories in order 'to empower local communities and to share the industry with regular South Africans', an initiative that, like the NFVF audience report, sees teaching filmmaking skills as an important means of growing an audience for local product (Mokoena 2014) , an idea that is also set to shape the NFVF's approach to audience development in the future. Terrence Khumalo, its manager of film certification, notes that the NFVF is seeking to create a series of regional film 'hubs' that would bring both exhibition spaces and production facilities to more rural areas (Khumalo 2016) .
It is too early to say what effect these initiatives might have on the long-term sustainability of the industry and how far they will be successful in building a broader audience for South African films at home. One outcome may, of course, be the overcoming of the gap between producers and consumers, pointed to by Barnard and Thus we return to the question of soft power, the national strategic narrative and the reality of life in South Africa, which would seem to challenge this narrative. Using film to generate soft power either domestically or internationally is not simply a question of propaganda. Here we might be reminded of Mashatile's call for South
African cinema 'to open powerful spaces for debate about where we are, as a society and where we are headed' (Mashatile 2013) . It is interesting to see that, particularly internationally, the version of the South African story that seems to fit most straightforwardly with the image of 'Brand South Africa', while being attractive to international production companies, does not necessarily do that well with international audiences. The most obvious example of this is the UK-South African co-production Mandela: Long Walk to Freedom. Although this did very well at home, it flopped abroad, despite the universally praised performance of Elba as the lead (Cunningham 2014) . Far more successful, as I shall now discuss, and ultimately far better for the nation's international soft power profile, are those films that highlight many of the challenges faced by the post-apartheid nation.
Watching South Africa on International Screens
South African film has not tended to have a large presence on international screens.
The story of Mandela and the democratic transition has regularly been the subject of international -particularly western-made -films, as well as those made through international coproduction with South Africa. I have already mentioned Invictus, and grown up on the streets as he attempts to look after a baby he finds in the back of a car he has hijacked. As Dovey notes, the representation of social violence has been a particularly important part of contemporary South African cinema since the end of apartheid (Dovey 2009: 90) . While both these film highlight key issues that would seem to challenge the national strategic narrative, it is noticeable that they also play to western narrative conventions. Georg Seeßlen, for example, argues that in order to win the Foreign Language Oscar, 'the film has to be "foreign enough," but must also not flout the aesthetic codes of the dream factory too flagrantly' (Seeßlen 2007) . While such films might seem to play to Miles' definition of 'poverty porn', they also reflect the experience of large parts of the population, for whom violence, exacerbated by the huge disparity between the richest and poorest members of society, is an everyday reality. Consequently, although these films might appear to challenge the dominance of the national strategic narrative abroad, questioning the success of the post-apartheid transition, they are also in a position to support a public debate on the state of the nation and thus can themselves also be seen a part of the nation-building project, further highlighting the role of film as a key platform for public debate, as defined by Mashatile above.
Rather than challenging the country's soft power strategic narrative, such films might be viewed as pointing to a greater national maturity, highlighting to the world the nation's faith in the strength of the country's underlying democratic values, and thereby ultimately helping to strengthen the power of its strategic narrative. This is a dimension of South African film production that is becoming increasingly important and as it does, it is interesting to see that South African films are becoming increasingly visible on the international stage. That said, in terms of whose voices are being represented in such films, the majority of the filmmakers mentioned above are white, highlighting the fact that this part of the community remains disproportionally represented in the industry (NFVF 2013: 15-6 ). There are, however, signs that this too is beginning to change. South African films are a growing presence on the international festival circuit representing an ever-wider cross section of society. In The film clearly did not suffer in the long run from the publicity generated by its banning. Its subsequent international critical success has done much to support the continued growing reputation of the nation's films. In so doing, while one must be careful not to overstate the present success of the industry, there are grounds for optimism for the industry's future. The growing sophistication of locally produced films, telling South African stories and featuring South African talent, would seem to be beginning to fulfil the aims for the industry set out by the likes of Mashatile and Mthethwa. The film economy is growing and, be it because of, or despite of, this, more South African stories are also beginning to be told on screen. In the process, film has a growing potential to generate soft power for the nation internationally, not through any straightforward affirmation of a national strategic narrative that celebrates the Rainbow Nation, but through films that can intelligently debate, or even dismiss, any sense of a 'national project', thereby highlighting the robustness of the nation's underlying values.
